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ABSTRACT
World War II was a devastating time for millions of people around the world forcing
them out of their countries, neighborhoods and homes. It changed the course of history and
brought with it unforeseen outcomes. One important aspect sometimes overlooked is how the
war affected the arts and the people creating art. Musicians and composers, particularly of Jewish
descent, were forced to stop their creating, to move, and often to go into hiding. Among them
was composer Hans Gál. Born into a Jewish, Viennese family, Gál quickly rose to musical
success in the 1920’s. However, the world wars shook his life twice, eventually forcing him out
the country. Fleeing to United Kingdom, Gál was interned before reaching freedom and
eventually establishing a life in Edinburgh. Though he produced some extremely popular music
during his brief moment of fame in the early 1900’s, Gál’s music is largely forgotten today due
to the Nazis banning his music during World War II and a weak recovery after the war ended.
Aiming to bring awareness to Gál, one of many of a generation of forgotten composers,
this thesis takes a deeper look into the life, music, and success of composer Hans Gál, who left a
significant but underappreciated mark on music of the twentieth century. With an undying love
for life and music, Gál was able to overcome some of the hardest times, eventually becoming an
overwhelmingly successful author, teacher, composer, and performer whose life deserves to be
better known.
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Chapter 1
“There’s really no limit to what music can do. It can simply make your day a bit better than it
started out, or create peace in turbulent times.”1 – Kris Bowers

Early Life
Hans Gál was born in Brunn am Gebirge, a suburb of Vienna, Austria, on August 5, 1890
to a Jewish family.2 He had three sisters, Edith (b.1888), Margarethe (b. 1895) and Ernestine (b.
1899). The family on both sides came from the Hungarian section of the Austro-Hungarian
Empire. Gál’s father, a man of fairly modest means, owned a medical practice as a homeopathic
doctor with four children and a wife to support. The family lived at 14 Wipplingerstrasse in
Vienna, a beautiful but cramped apartment near the city center that also housed the father’s
practice. (The practice took up two of the six rooms in the apartment.) While Margarethe and
Ernestine shared a room, Hans had to sleep in the waiting room and worked in a box-room, a
small, single bedroom, where he had a small desk and chair between a linen cupboard and
wardrobe.

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
1

Kris Bowers “Cords for Music Interview: Kris Bowers, Musician” Cords for Music, July 17, 2014.
http://www.cordsformusic.com/blogs/cords-journal/14851881-cords-for-music-interview-kris-bowers-musician!
2
All biographical details on Gál’s life prior to internment are based on information obtained from Dr. ATC Fox and
Eva Fox-Gál via http://hansgal.org/ unless otherwise designated. This website is maintained by the Gál family
(accessed July 2014).
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Figure 1. Wipplingerstrasse, 14 in May 2015.

Despite the apartment’s appealing central location, it became unbearably hot in the
summer as four of its rooms faced south. Therefore during the summer months, the family stayed
in a furnished apartment at 1 Probusgasse in the Heiligenstadt district of Vienna near the Vienna
Woods. The apartment was located on the same street as Beethoven’s apartment; some of the
elderly residents recalled throwing snowballs at Beethoven in their childhood.
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Figure 2. Probusgasse, 1 in May 2015.

Education
At age ten, Gál entered the Gymnasium, the route to a college education and an
acceptable bourgeois career path. Gál recalled not enjoying school and later spoke of his school
experience in harsh terms: "depressingly uniform classrooms, badly heated, badly ventilated,
corridors smelling of disinfectant and lavatories, where we spent the 'respirium', a harsh,
forbidding impersonal treatment by overworked, sullen teachers."3
Gál also recalled that he did not gain any excitement for music from his school despite
having gotten a “good basis in general education”:4
Music? None whatever. There was some wretched class singing which was not
compulsory, and we hardly attended it any longer than perhaps the first term. It looks odd
that in a country usually regarded as one of the most musical in the world, music was
practically non-existent in the higher school.5

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
3

ATC Fox and Eva Fox-Gál, “Early Life” The Hans Gál Website, 2014, http://www.hansgal.org/hansgal/1
Ibid.
5
Ibid.!
4

4!

His aunt, Jenny Alt, an opera singer under Richard Strauss in Weimar, recognized Gál’s
musical talent at an early age and encouraged piano lessons for young Hans. While the family
enjoyed music, the father sometimes taking his children to the opera, they were not particularly
musical. Gál later admitted that he avoided practicing as a young boy. “He did not enjoy
practicing, and later confessed to having secretly moved the hands of the clock forwards in order
to shorten the time.”6 The operas sparked Gál’s initial interest in music, along with a particular
concert for young people:
The musical event which really ignited Hans's interest in music, however, was a concert
for school-children at which Wagner's Meistersinger overture and Beethoven's Choral
Symphony were played. He was fourteen, and this was his first experience of an
orchestral concert. The Choral Symphony so impressed him that he made one of his
sisters play it over and over again with him as a piano duet.7
Living in the musical city of Vienna, Gál could take advantage of opera performances
while his passion for music bloomed. Gustav Mahler conducted some of these performances and
these experiences remained in his memory clearly for years to come.
Gál passed through many piano teachers in the city, eventually becoming a student of
Richard Robert at the age of fifteen. One of the most respected teachers in Vienna, Robert served
as the director of the New Conservatory of Vienna. Hanna Gál, Hans’ wife, later recalled,
There were three outstanding piano-teachers working in Vienna at the same time in the
first quarter of the century. At the Academy was Emil Sauer, who had himself been a
pupil of Liszt and who trained his students primarily to achieve the greatest virtuosity.
Also the world-famous Leschetizky had settled in Vienna. His pupils were recognisable
[sic] by their wonderfully shaped sound. The third highly-respected piano-teacher was
Professor Robert. His pupils were not just 'piano-players', as Hans called them. They had
to be able to transpose at sight, and vocal accompaniment and score reading were
practiced [sic]. Klara Haskill, before the family moved to Paris, [Georg] Szell, Hans,
[Rudolf] Serkin, Rudi [Rudolf] Schwarz and many other musicians came from his school.
Frau Robert occupied herself with the social aspects of Robert's pupils. Szell found his
first wife there.8
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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ATC Fox and Eva Fox-Gál, “Musical Education” The Hans Gál Website, 2014, http://www.hansgal.org/hansgal/2
Ibid.
8
Ibid.!
7
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Under Robert’s instruction, Gál obtained his music-teaching certificate in April of 1909
that allowed him to teach music history, piano, and harmony. During his years as a student, Gál
composed approximately one hundred songs as well as piano sketches of four operas, and many
piano pieces—all of which were later destroyed.
Through Robert, Gál secured a position as a teacher of harmony and piano at the New
Vienna Conservatory, which financed his continuing education. Robert then introduced Gál to
Eusebius Mandyczewski, one of Brahms’ closest friends, who is described as “[Gál’s] ideal
mentor and 'spiritual father'”.9 Gál worked under Mandyczewski for only two years but remained
in close contact until Mandyczewski’s death in 1929.

Figure 3. Eusebius Mandyczewski.

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
9

Ibid.
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From 1909-11, while studying under Mandyczewski, Gál began his academic
studies in musicology at the Musikhistorisches Institut (Institute for Music History)10 of
the University of Vienna. He studied with Guido Adler, a well-known music historian
and founder of Denkmäler der Tonkunst in Österreich (Monuments of Music in
Austria).11 Gál completed his doctoral work in 1913 with his dissertation, “On the
Stylistic Characteristics of the Young Beethoven, and Their Relationship to the Style of
his Maturity," which received commendation with publication in Adler’s Studien zur
Musikwissenschaft (Studies in Musicology).12

Figure 4. University of Vienna in May 2015.

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
10

translation by the author
translation by the author
12
translation by the author!
11
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Figure 5. Guido Adler.

Early Success
Gál found creative success at an early age, having written many pieces in a wide variety
of genres before World War I, during a period that he considered his apprenticeship. Most of the
works were never published and “laid aside.”13 Gál won the Austrian State Prize for
Composition in 1915, competing against seventy-eight other contestants. In April of 1915, a
concert consisting almost completely of works by Gál took place at the Vienna Musikverein.
Some of the pieces satisfied Gál’s “critical judgment”14 and were later published.
However, as was the case for many people during this time period, World War I
interrupted the Gáls’ lives and Hans was called to serve.
The declaration of war in 1914 was inevitably a shattering blow to Gál’s career as a
composer […]. Thanks to his poor eye sight, at least, he was posted far from the firing
line, first to Belgrade, then to a remote outpost in the Carpathians, where he was an
officer in charge of the construction of a railway, and finally served in Italy. When it
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
13
14

ATC Fox and Eva Fox-Gál, “Early Works” The Hans Gál Website, 2014, http://www.hansgal.org/hansgal/9
Ibid.!
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became clear to him that the war was lost and the front collapsing on all sides, he escaped
back through Italy with his men.15

Figure 6. The Gold Room in the Vienna Musikverein in 2013.

The war, having torn apart the Austro- Hungarian Empire, left Austria, and especially
Vienna, “in political and economic ruins.”16 During the war Gál did compose a number of works,
some of which were later published and/or performed. However, difficult economic conditions in
post-war Austria prevented him from recapturing his pre-war success. “The period immediately
following the First World War was extremely hard and the Great Inflation of the early 1920’s
wrought further material and moral devastation.”17
The devastation in Austria pushed Gál to seek creative outlets in Germany, where he had
a positive reception. His second opera, Die heilige Ente (The Sacred Duck), based on a Chinese
fairy tale, found immediate success. Six other theaters quickly picked up the show after George
Szell conducted the premiere in Düsseldorf in 1923. The opera continued to be performed until
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
15

Hans Gál, Music Behind Barbed Wire: A Diary of Summer 1940 (London, United Kingdom: Toccata Press, 2014),
14-15.
16
Gál, 15.
17
Ibid.!
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1933. After that success, many of his works were performed around Germany under notable
conductors including Fritz Busch, Furtwängler, Keilberth, Szell and Weingartner. In addition,
from 1924-1929, Gál had a contract with the publisher Simrock, who had ‘first refusal’ of any of
his works.18 In 1928, Gál received a prize in the Columbia Schubert competition for his
Symphony in D, Op. 30.19

Figure 7. Ad for 'Die heilige Ente'.

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
18
19

Ibid.
Gál, 17.!
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Figure 8. 'Die heilige Ente', Mainz. Novemeber 29, 1932.
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CHAPTER 2
Mainz
In 1929, Gál applied for the position of Director of the Mainz Conservatory in Germany’s
Rhineland. The death that year of his principal mentor, Mandyczewski, left Gál extremely upset.
This grief, combined with the success of his music in Germany, may have led Gál to apply for
the position and leave Austria. With much support from Wilhelm Furtwängler, Fritz Busch, the
directors of the opera houses in Breslau and Frankfurt, and possibly even the influence from
Richard Strauss, Gál earned appointment to the post with a unanimous decision from the
deciding committee. He assumed his duties officially on December 3, 1929 with his family
moving there in March of 1930. The biographical introduction to his diary “Music Behind
Barbed Wire,” written by his daughter, Eva, confirms the gratification he felt at this new
situation: “The following years in the Rhineland were amongst the happiest of his life.”20

Figure 9. Rheinallee 5, Mainz.

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
20

Ibid.
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Figure 10. Hans Gál conducting.

Gál took on a dizzying array of duties in the school of 1,000 students and seventy
teachers: conducting choirs and the orchestra, and teaching conducting, counterpoint, harmony,
and composition in addition to a few piano students. His goals for the conservatory were
published in the newspaper the ‘Mainzer Anzeiger:
Even those who are already predisposed to music must, so to speak, be awakened to a
higher, more intensive, truly artistic musical sensitivity, as musicians as well as listeners
. . . This capacity for productive listening and experiencing, which I should like to call
artistic receptivity, is, as any attentive observer can confirm, in serious decline today, in
spite of all attempts to spread culture more widely. The main deficiency in this respect is,
in brief, in the teacher's ability to bring the musical work of art to life for the student to
whom he is supposed to be conveying it . . . Real enthusiasm, true joy in music comes
only from a masterpiece, never from something worthless or insignificant, which cannot
satisfy anyone in the long run. Therefore bad music is much, much more damaging than
is generally assumed, it destroys not merely taste but also indirectly the pleasures of
music . . . Artistic sensitivity and musical enthusiasm can . . . only be learnt from the
masterpieces of the great composers; and the best way to achieve it is naturally through
practical music-making.21

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
21

ATC Fox and Eva Fox-Gál, “Appointment in Mainz” The Hans Gál Website, 2014,
http://www.hansgal.org/hansgal/43

13!

During his time at the conservatory, Gál did not let the students study his music and it
was never performed at the conservatory. Concerts of his works were given occasionally in
Mainz, however, “to appreciative audiences.”22

Figure 11. The Mainz Conservatory, now the Peter- Cornelius- Konservatorium der Stadt Mainz.

While in Mainz, Gál served on the directorate of the Allgemeiner Deutscher Musikverein
(General German Music Society) with such figures as Ernst Toch and Alban Berg. Berg and Gál
had the task of judging and reporting on the Austrian music submitted to the organization. “Berg
and Gál were responsible for the Austrian section, and it is remarkable, and a testimony to the
integrity of both, that despite their radically different conceptions of music, they almost always

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
22

Ibid.
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agreed on their assessment of the originality and musical competence of the works.”23 Gál
enjoyed working with the Society because it allowed him to have contact with other directors of
conservatories and universities throughout Germany.24
Sadly, Gál’s time as the Director at the Conservatory came to an abrupt end. In 1933,
Hitler’s rise to power brought Gál’s dismissal due to his Jewish origins. The National Socialists
occupied the city in March of 1933. Mainz was “in no way a Nazi hotbed, and in fact a
detachment had to be sent from Worms to achieve this—hoisting the swastika on public
buildings, including the Conservatory […].”25 Nonetheless, Eva Fox- Gál recalled “Hitler’s
accession to power in 1933 was undoubtedly the most fateful turning-point of Gál’s life. At a
stroke he was suspended from office, and performance and publication of his works were banned
in Germany.”26 On March 29, 1933, Gál received a letter from Nazi Socialist authorities saying,
“I hereby suspend you with immediate effect.”27 Gál protested against his dismissal without
success.
He was reluctant to believe that this situation could last. Shortly after Hitler had become
Chancellor, Gál had attended a concert on the occasion of the 50th anniversary of
Wagner's death at which Hitler was also present, sitting near him. Gál had looked
carefully at Hitler's face and concluded that no one could possibly take him seriously.
Events proved him tragically wrong.28

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
23

ATC Fox and Eva Fox-Gál, “The Mainz Period” The Hans Gál Website, 2014, http://www.hansgal.org/hansgal/44
ATC Fox and Eva Fox-Gál, “Appointment in Mainz” The Hans Gál Website, 2014,
http://www.hansgal.org/hansgal/43
25
ATC Fox and Eva Fox-Gál, “The Nazi Take-over” The Hans Gál Website, 2014,
http://www.hansgal.org/hansgal/45
26
Gál, 17
27
ATC Fox and Eva Fox-Gál, “The Nazi Take-over” The Hans Gál Website, 2014,
http://www.hansgal.org/hansgal/45
28
Ibid.!
24
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Figure 12. Letter of Suspension. March 29, 1933.
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CHAPTER 3
Internment
Gál tried, with quite an effort, to stay in Mainz but ultimately felt that his presence
endangered the lives of those around him. In April of 1933 he left Mainz and made his way back
to Vienna. However, after a bit of time, it became clear that the Gál family had to relocate,
sensing the danger of remaining in Vienna. They left Austria separately over the course of three
months. Hanna Gál, his wife, led the way in March of 1938 to Great Britain—the place they
would eventually call home. Hans followed her a week later, encountering difficulties as he
attempted to enter the country: he was “detained by the Home Office on arrival in England and
refused entry. Fortunately, Hanna was able to mobilise [sic] the good services of a fellow
refugee, the art historian Ernst Gombrich (later Sir Ernest Gombrich), who had already
established himself in England and was able to give the guarantees necessary for Gál’s
release.”29 The Gál children, Peter (fifteen years old) and Franz (thirteen) followed four months
later. Being refugees, the family was not allowed to do any paid or unpaid work. They were
hosted in many boarding houses during their initial months in England, then during the summer
moved to Edinburgh where Hanna secured a job working as a housekeeper for a retired professor
of English literature from the University of Edinburgh. He offered the Gáls an entire floor of his
town house, which included a large drawing room and grand piano. The “highly cultured
environment” allowed the family to “[feel] quickly at home”30 and Gál felt able to compose
again. However, the family’s troubles were far from over. Eva Fox-Gál states in Music Behind

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
29
30

Gál, 18.
Gál, 20.!
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Barbed Wire, “But just as life was resuming some sort of normality, Gál and his elder son Franz
were arrested on Whit Sunday 1940 and whisked off to internment.”31

British Internment during World War II
Declaration of War on Britain occurred on September 3, 1939.32 Shortly thereafter came
a government declaration that “all resident-enemy aliens who were on a MI5 special list
comprised of suspected Nazi-sympathists or active Nazi agents were either immediately interned
or deported. This accounted for about 500 suspect individuals.”33 Lacking translators, many
people faced an impossible situation when it came to their trial simply because they could not
speak English .34 “At the outbreak of war approximately 80,000 potential enemy aliens lived in
Britain who, it was feared, could be spies, or willing to assist Britain's enemies in the event of an
invasion. All Germans and Austrians over the age of sixteen were called before special tribunals
and divided into one of three groups.”35
The tribunals classified every resident male and female “enemy alien” over the age of 16
into three different categories, based on their purported security threat: “A”, “B”, or “C”.
Of the approximately 73,000 cases heard, only about 569 individuals were deemed a
“significant risk” (“Category A”). Low risk cases were deemed “Category B.” The vast
majority of cases, about 66,000 in total, were classified as “Category C”: no risk
whatsoever. Of these about 55,000 were refugees from Nazi oppression, of whom ninety
percent were Jewish refugees. 36
There were definite shortcomings, to say the least, in the classification of refugees, as the
criteria varied from region to region in Britain and did not always take into account individual
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
31

Ibid.
Suzanne Snizek “German and Austrian Émigré Musical Culture in the British Internment Camps of World War II:
Composer Hans Gál, Huyton Suite and the Camp Revue What a Life!” (doctoral thesis, The University of British
Columbia, 2011), 9.
33
Snizek, 9
34
Ibid.
35
“WW2 People’s War,” British Broadcasting Corporation , June 2015,
http://www.bbc.co.uk/history/ww2peopleswar/timeline/factfiles/nonflash/a6651858.shtml.
36
Snizek, 10!
32
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risk factors. For example, “[…] those in Chistlehurst, Bromley and Beckenham, reportedly
classified every case as ‘B’, regardless of individual profiles.” 37 In addition, men and women
were often separated and therefore families could not be together during their internment
period.38 Gál wrote of his friend, Otto Erich Deutsch, on May 28th, 1940 that “He looks pale and
distressed and is anxious about his sixteen-year-old daughter, whom he has left behind alone.”39
Gál also wrote that “ being cut off from my loved ones had definitely been the worst thing,”40 in
response to receiving a package from his family after not having contact with them for weeks.41
The three largest camps were Wharf Mills in Bury, Huyton near Liverpool, and the Central
Internment Camp on the Isle of Man.42 Initally interned at Huyton, Gál later moved to the Isle of
Man. By June of 1940, an estimated 7,000 men and 4,000 women were interned throughout
Great Britain.43

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
37

Ibid.
John Simkin, “Germans in Britian” Spartacus Educational, September 1997, http://spartacuseducational.com/2WWgermansBR.htm. (accessed June 2015)
39
Gál, 65.
40
Ibid.
41
Gál, 72.
42
Simkin, 1997
43
Gál, 33.!
38
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Figure 13. Internment Camp, Huyton.

Figure 14. Internment camp, Isle of Man.

20!

Life in the Camps
Due to the poor conditions in the camps, the detainees were prevented from engaging in
everyday activities such as reading the newspaper in addition to instruments being taken as well
as not having access to books or other educational materials.
There are no books, no instruments or apparatus, not even a blackboards and chalk.
Whatever is suggested to our fat captain, the answer is ‘impossible’.[…] It is impossible
to get any money from the sums that were taken from us when we arrived. […] It is
impossible to have newspapers. It is impossible even to issue and post a news bulletin, at
a time when we are all burning for news and everyone knows that the events at the front
will determine their life and future. 44
Another problem arose with the decision to intern Germans together with Jewish antiFascists.
One of the bitterest complaints by refugees was the Jews and anti Fascists were interned
together with “Auslandsdeutsche” (Germans living abroad), most of whom had been
arrested on the outbreak of war as known or suspected Nazis. Some ninety-percent of
refugees were Jews and the decision to intern these two groups cheek by jowl caused
much distress, confirming the insensitivity of the authorities and their complete lack of
preparation. Both the soldiers responsible for guarding the camps and the officers
commanding them seemed woefully ignorant of the history of the refugees whom it was
now their duty to guard.45
While the prisoners lacked adequate food and basic needs, the camps were still filled with
extremely cultured, intellectual individuals with a need for order, education, and a desire to
continue their lives as best as possible. Of Huyton, Gál wrote, “We have set up a sort of selfgovernment. Every house has elected a ‘House Father’—ours is [Fabius] Gross—the House
Fathers of each street have elected a Street Father, and the Street Fathers a ‘Camp Speaker’ and
his deputy.”46 On June 18, he also recorded that a government system had been set up quickly in
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
44

Gál, 63.
Gál, 35.
46
Gál, 60.!
45
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Central Internment camp although slightly different from the government in Huyton.47 He later
observed, “For the youths who are preparing for the School Certificate examination a proper
school has now been set up, there are enough teachers in all subjects. Idleness is a serious danger
for the young people; I keep thinking of my son Franz, who is in the same position and in the
same danger.”48 Eventually, the confiscated musical instruments were given back to the
internees. Gál was able to compose the Huyton Suite (discussed below) for two violins and flute,
the only available instruments at the time. Newspapers were also eventually smuggled in but not
without consequence. On June 4th, Gál stated “There are, indeed, newspapers! Not officially of
course, but smuggled in; no-one knows how it’s done; soldiers are said to be helping.” 49
However, just over one week later on June 12th, Gál again wrote that “The newspaper smuggling
has been broken up, some soldiers are said to have been severely punished, and there is now the
strictest control and not a scrap of paper comes in.”50
The camps had poor housing facilities as well. Many people shared cramped, small
houses with bad sleeping accommodations. Upon arrival at Central Internment Camp on the Isle
of Man, Gál described his living situation in great detail.
In our house, No. 2, the second house on the sea- front, seventy- two inmates are
crammed together like sardines in a tin. In each of the tiny rooms, with which a modest
summer visitor might, if need be, make do as a cheap single room, there is a bed, kind of
wash- basin- presumably earlier an old fashioned wash stand- and a washing facility with
running water. This last is a gratefully acknowledged luxury. […] Every bed has to take
two occupants, and there is hardly any room to accommodate belongings. There are few
blankets in the house, just one per person; no sheets, but proper, well sprung mattresses,
and uncovered but tolerably filled pillows. After all that we have experienced in the last
few weeks, such a bed is glorious, and I really enjoyed the first night in it.51
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Gál also explained that each house had to look after itself including cooking their meals. Food
was handed out to the houses in the morning and then cooked by a member of the house. Gál
complained, “This food is bad, but the resulting mood is much worse.”52
One detail noted in many accounts of the internment camps was the barbed wire. Gál first
mentioned it in his journal on June 18, saying, “What we feel most is the restricted space
compared with the much more extensive grounds in Huyton, and the constant sight of barbed
wire, which is everywhere inescapably before our eyes.”53 Later Gál recognized “how
pathologically our perspective has shifted, how terribly inflated this barbed wire has become in
our consciousness. Being imprisoned means much more than the loss of physical freedom; it
means a clamp around the brain, a pressure that does not leave one, even in one’s dreams.”54 Gál
also wrote the music for a piece titled the Barbed Wire Song which tells of life behind the wires.
The barbed wire was recalled in the title of Gál’s diary, Music Behind Barbed Wire, and in
similar memoirs such as Connery Chappell’s Island of Barbed Wire, and Klaus E. Henrichson’s
Visual Art Behind the Wire.
Music in the Camps
Music has often acted as a real-time account of people’s culture and lives. Through lyrics,
style, or instrumentation, the listener can learn about the era in which the composer was living by
the way the music was written. In the case of World War II, a great deal of music was written by
artists in concentration camps, ghettos, and internment camps, which left significant evidence of
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what life was like in those difficult settings. On the website of the United States Holocaust
Memorial Museum, one reads that
For many victims of Nazi brutality, music was an important means of preserving and
asserting their humanity. Such music—particularly the topical songs—also serves as a
form of historical documentation. […] these works offer a telling glimpse into the events
and emotions that their creators and original audiences experienced firsthand.55
As previously noted, access to instruments in the camps was limited and sometimes
nonexistent. Not only was Gál in exile, but his music was banned in Germany, where it gained
the most success. Now that he was in England, safe from Nazis, his music received a label as
“enemy music.” Outside of the camps, it was believed that any royalties paid to enemy
composers (such as Gál) from performances of their music would only “comfort and bring aid to
the enemy.”56 Therefore, the U.K. did not allow original works of Gál to be performed.
However, inside the camp, and perhaps with some luck, Gál was able to compose once again
with the limited resources available to him. Gál composed quite a few pieces in the internment
camps, the most notable being the Huyton Suite and the camp revue What a Life. These two
pieces are of particular documentary interest as their creation was recorded in Gáls diary. This
record of their genesis during a time of turmoil allows the reader a special insight into the life of
internees as well as the process that went into keeping music alive. Gál wrote on June 12th, a few
days in to the composition of the Huyton Suite,
In sober moments it is clear to me that I am mad. Here I am, writing music, completely
superfluous, ridiculous, fantastic music for a flute and two violins, while the world is on
the point of coming to an end. Was ever a war more lost that this one now? What shall we
do if peace is now concluded? What if none is concluded? Each possibility seems as
hopeless as the other. […] Never in my life have I been as grateful for my talent as I am
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today.57
Huyton Suite
The Huyton Suite, named after the camp in which it was composed, was the first piece
that Gál wrote during his period of internment. The piece was scored for flute and two violins,
the only instruments available in the camp at the time of composition. Susan Snizek notes in her
dissertation,
True to his lifelong pragmatic working style, he preferred to write for actual performance
opportunities―even if imperfect―rather than imagined ones. This trio instrumentation is
unusual since it lacks the low voice which normally serves as a sort of musical anchor.
Huyton Suite instead has three high voices and a technically challenging, rhythmically
entangled texture which runs the risk of falling apart in performance.58
The first documentation of the piece’s existence comes on June 4, 1940. Just two days
earlier, on June 2nd, Gál wrote, “But composing music- how does one do that? There’s not a
spark of it left in my body, my brain is dry and dusty.”59 However on June 4th, as if a switch were
flipped, Gál wrote, “Strange how it happened. I had slept wonderfully well yesterday- the first
time for three weeks- I had sung duets with Schneider, argued with Gross, allowed myself, in
spite of valiant opposition, to be pressed into cleaning by Sugar, and then I down and started a
quite decent piece of music.”60 Gál continued to talk of the piece in the most cheerful of voices,
completing his entry by saying “I had the happiest day in a long, long time.”61
In his compositions, Gál included bits of his everyday life. On May 19, 1940, his first day
in Huyton, Gál noted, “Gradually, everything begins to stir and at half past six there is a trumpet
call, the reveille. The chap blows it like a pig, he has to try three times to squeeze out the final
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phrase. But in the next street, at the second attempt, he manages it. It is an attractive, characterful
phrase. Perhaps I’ll be able to make use of it?”62 Gál did make use of the fanfare, mocking it in
the first movement of the suite with the flute serving as trumpet. On June 4th, 1940, Gál excitedly
recorded the beginnings of his new trio.
A flute and two violins, these are the only available instruments that are seriously worth
considering. A problem to create a trio out of them! The idea gripped me as soon as it
entered my head. At first a quite unassuming, march-like piece came. I had to see if I
could still write music at all. But it developed delightfully and today I finished it. The
reveille fanfare made a nice coda for it.63
Ironically, after the work’s premiere, which did not occur until August 1st, 1940 at the
Central Internment camp, Gál noted that the music was “interrupted by the intervention of a
higher power”:
We had started a little late, and just as we were in the middle of the finale, at the place
that I ascribe (but I told no-one about this) to the whisky-jowled captain, the whistle
sounded, summoning us to roll-call. We could easily have played for the few minutes
until the end, there wouldn’t have been any danger in that, but the audience nevertheless
became a little restless, and when a conscientious house occupant, whose duty this is,
began to toll a bell wildly on the staircase, that was naturally the end. Everyone scattered
in a strange mixture of humour, annoyance and enthusiasm.”64
The Huyton Suite faced many hurdles as musicians came and went to various camps.
However, the suite had four successful performances at Central Internment Camp. It was even
noted that a British officer whom Gál refers to as ‘Smith’—“the only one among the officers
who associates with us as equals”—came to the final performance.65
Due to the inability to have works published at the time of composition, the Huyton Suite
was not published until 1948 with the opus number 92 even though it was written before many of
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his pieces with lower opus numbers. There were also some omissions in the first edition,
including the original preface, which reads,
In Huyton, a village near Liverpool, the composer spent a part of the summer of 1940
amongst a couple of thousand interned ̳enemy aliens behind a barbed wire. At a time
when no piano was to be found within these precincts and hardly any music at all, this
suite was written for a trio of musicians who happened to be available with their
instruments: a flute and two violins. And this trio provided an entertainment, there and
later at Douglas, Isle of Man, which some of my fellow internees may still remember, as
they may remember a bugle signal, the daily morning call, which is quoted both in the
first and the last movement.66
Snizek develops a theory in her dissertation about this preface. Given that Gál did not
write a preface for any of his other pieces, this document seems to be a rather important piece of
information. Following the preface she states,
[In the published version of the piece,] this mild and matter-of-fact description of the
context of this composition was left out. In a 1979 interview, Gál mentions that the
publisher didn’t include the preface he had intended. Gál does not give an explanation for
the exclusion: it is possible that the publisher, Simrock, simply did not want to bother
with additional translation and printing costs. However, it is also quite possible that
Simrock preferred to avoid an overt reference to an unpleasant chapter in British recent
collective memory. There may have been some concern that public acknowledgement of
this history might potentially dampen enthusiasm for the work, or even worse, Gál‘s
oeuvre in general. Perhaps it was seen as prudent in terms of social mores and/or sheer
economics to simply avoid mentioning the context of this work altogether. 67
What a Life
While Hans Gál escaped his fate of concentration camps, he and his other internees used
music as a coping mechanism for their situation in the internment camps. Most notably in What a
Life, the camp revue with music by Hans Gál, the text by Georg Hollering captures the camp’s
atmosphere while Gál’s music pokes fun at their situation, to lighten the spirits of the others in

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
66
67

Snizek, 66
Snizek, 67!

27!

the internment camp. Each scene of the revue is a small snapshot of the lives that the internees
were living.
The titles of the movements are as follows:
1. Entrance March
2. Barbed-Wire Song
3. Women’s Song
4. The Ballad of the German Refugee
5. Entr’acte
6. Cleaning Up Song
7. Keep Fit
8. Quodlibet
9. Broom Song
10. Song of the Double Bed
11. Serenade
12. Finale
The various titles, according the lyrics within the pieces, do refer to internment situations,
which again lead us to more information as to what the creators of this piece felt about their
situation. Snizek also notes,
At the very bottom of the programme, under the listing of the movements, is an added
line which read: ―Perhaps more, perhaps less, perhaps nothing! This tongue in cheek
note refers to the freshly created, improvisatory nature of this revue. In fact, there were
many changes made after its first performance, largely in order to entice the audience to
part with their three pence for a second performance. Attendance at the first revue was
larger than had been expected, despite camp regulations of a maximum of 1,000 internees
in the theatre at one time. The reason for this was simply that British military regulations
required that the ratio be 20 soldiers per every thousand men, and there were simply not
enough soldiers to guard two thousand, which was the total number of seats in the
theatre.68
The revue was bilingual, which made it accessible to anyone who spoke either
English or German. The fourth movement, “The Ballad of the German Refugee,” is
notable because it actually speaks of being taken to the internment camp:
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On Whitsunday the sun shone as bright as could be,
After breakfast’s quite modest treat,
When two friendly gentlemen visited me,
With a car waiting out in the street.
And then in the Town Hall I met others, too,
Who had kindly been brought there that day,
And there we were met by a higher man, who
Told us we’d soon be going away.

This is the Ballad of the German Refugee
If you haven’t been one you never will see,
no, you’ll never see

Dear, good, honest German Refugee,
Sorry but we must disturb your weekend,
little refugee. 69
The line “if you haven’t been one you never will see” implies that the average nonrefugee in this situation would not fully understand what these people went through in having to
flee their country and be locked up, away from society, soon after they thought they had reached
what they hoped to be freedom. The following line, “Dear, good, honest German Refugee,”
suggests that the refugees were generally harmless people who were interned for unnecessary
reasons. The piece starts in the appropriate, ominous key of c minor but then switches to the
relative major key of E-flat major for the lines, “This is the Ballad of the German Refugee. If you
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haven’t been one you never will see, no, you’ll never see.” as well as “Dear, good, honest
German Refugee, Sorry but we must disturb your weekend, little refugee.” In addition to the key
change, the rhythm changes from heavy, full chords on the beat in the piano part with downward
scalar motion in the clarinet and violin parts to dotted, upbeat rhythms with a peppy, alternating
eighth note figure in the piano part.
Another example of the revue as a snapshot of the internees’ lives is the movement titled
“The Song of the Double Bed”. They lyrics are as follows.
The most delightful gift of all
Is a Wife not too tall and a bed not too small
But put two men in a bed together?
I’m sorry: it is for neither a pleasure! 70
Despite the song saying outward that they are unhappy with their sleeping situation, the song has
a tempo marking of Lebhaft (lively) and is in the key of E-flat major. The curious juxtaposition
introduces a sense of irony and humor as if he pokes fun at his prison. On the subject of the
revue, Norbert Meyn, professional singer, musicologist, and professor at the Royal College of
Music and Guildhall School stated,
[…] can you imagine someone writing about that in a concentration camp? No- you can’t
because a concentration camp, in its very nature, is completely inhuman and there was
the threat of extinction- an actual death camp. So, people really wouldn’t have employed
that sort of humor there because the internment camps were a predicament within a
situation that was not entirely hopeless. The majority of British soldiers who had to look
after these internees understood that they were not necessarily enemies and it was just
necessary to vet them before they could be part of the war effort and fight against the
Nazis. So, while there was a lot of misery created, mostly by incompetence, they could
still laugh about their situation and cheer themselves up by making fun of it.71
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Chapter 4
Post Internment Life
Gál was released from Central Internment Camp on September 27th, 1940. He requested
to stay an extra day to see the performance of What a Life and was granted permission to do so
after tirelessly working on the piece. He was released on account of a worsening skin condition
that required the attention of doctors unavailable in the camps.
The release from the internment camps did not mark the end of Gál’s troubles. In March
of 1942, Gál’s mother died in Weimar, followed by the suicide of his sister Edith and Aunt Jenny
in April of the same year. They drank poison to avoid their certain fate of being taken to a
concentration camp. That year also brought the death of Gál’s son, Peter, who took his own life
over the stress of unemployment after being released from the internment camps. Gál’s daughter,
Eva, was born in 1944 and “can be seen as a resolve to overcome this devastating tragedy.”72

Figure 15. Hans Gál with daughter Eva in Edinburgh, 1946.
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Gál became very active in the music community of Edinburgh, his home for the
remainder of his life. With the end of the war came great personal strides forward. He became
Professor of Music at the University of Edinburgh, and therefore able to support his family and
his other interests. It is noted on the Hans Gál Society website, “He remained active at the
university well beyond retirement age, and resided in Edinburgh until the end of his life. He
became a well-known personality in the musical life of the city, as composer, performer, scholar
and teacher.”73 He also received two honorary doctorates, from the University of Edinburgh
(1948), University of Mainz (1977) as well as the Order of the British Empire (1964), and the
Grand order of the Austrian Republic ‘Literis et Artibus’ (1981).
Despite being extremely involved in the music community of his new home
Gál's musical roots were still firmly anchored in the Austro-German tradition, and he
never became part of the cultural establishment in his adopted homeland. As early as
1948 he returned to Vienna to take part in a performance. In the same year he went back
to Germany for the first performance of his De Profundis and again in 1956 for that of
Lebenskreise, commissioned by the Mainz Choir on the occasion of their 125th
anniversary. In 1958 he was awarded the Austrian State Prize, and with the money he and
his family spent their first post-war holiday in Austria.74
Gál lived to the age of 97 and died on October 3rd, 1987. His wife passed away in December of
1989.75 Their daughter Eva Fox- Gál and her husband Anthony Fox currently reside in the U.K.
and have two children and grandchildren. The family continues to promote interest in the life and
music of Hans Gál.
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Figure 16. Kenneth Leighton's obituary of Hans Gal
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